Brian Hill's musical documentaries embody the essence of Judith Butler's notion of 'performativity' as the discourse used in identity formation. By asking his charac ters to sing their stories in addition to traditional interviews, Hill creates multiple screen identities, which elicits an embodied intimacy that is as much about freeing marginalised people to enact themselves in front of the camera as it is about revealing the director's own performance. This article uses a cognitive framework to explore how Hill's documentary, 
Introduction
Since the 1990s, British documentary director Brian Hill has been exploring the expressive dimension of documentary storytelling as a way of giving a performative voice to under-represented or misrepresented social actors. Pornography: The Musical is Hill's most controversial and also most stylistically expressive film, 1 offering a complex mix of studio performances (in which the characters sing and perform their stories), conventional interviews and sporadic observational inserts. Summed up in publicity as a 'sideways peep at the British porn industry and the women who work in it', 2 the film's strength lies in its microscopic endeavor to give seven women the opportunity to express their views about the industry, resulting in a filmic collage of subjective, and at times contradictory, character portraits, rather than factual reportage. As in previous films, Hill collaborated with poet Simon Armitage, who wrote the lyrics for the musical performances based on preliminary interviews with the characters. Tailoring each musical performance to an individual character through the lyrics, music and set design increases the subjectivity of each character portrait.
This mode of representation provides women in the sex industry with a distinct voice and challenges the hypocrisy surrounding pornography: a popular, widespread commodity emanating from a socially marginalized industry.
Although the unique character of Hill's musical documentaries has been thoroughly discussed in relation to production practices, formal strategies and media responses, 3 I want to shift the focus to the spectatorial dimension, using a pre-dominantly cognitive approach to hypothesise how the film's idiosyncratic style and narrative potentially reconfigure existing social stereotypes about sex workers and schematic expectations about documentaries. Nevertheless, the broad theoretical framework for this endeavour is necessarily interdisciplinary, as it needs to amalgamate the psychological with sociocultural accounts of subjectivity and identity formation. To this end, this article avails itself of a range of methods and models: performativity, content analysis of other documentaries, textual analysis, cognitive schemas, social stereotype formation, authorial reflexivity and embodied metaphors. This bricolage approach aims to prevent the generation of purist exegeses, thus following Charles Percy Snow's call for a mediating agent that transcends the parochial schism between sciences and the humanities in order to pragmatically grapple with global issues. 4 Judith Butler's concept of 'performativity' is an effective paradigm to frame the study of the on-screen formation of subjective identities in documentary. 5 Butler holds that acts of communication do not merely transmit a message but also construct and perform the identity of the transmitter. The performed discourse that forms one's identity is in general determined by contextual norms, relating to, for example, society, culture and particular situations. In this sense, performativity reverses the popular notion of a fixed, inbuilt, invisible identity as the source of our external actions; rather, our speech, gestures and general behaviour construct and simultaneously perform that identity. As Butler succinctly puts, there 'is no subject prior to its construction'. 6 Although Butler's performative focus is largely on gender, I adopt her concept to map embodied human identity in general, in which gender is merely one discursive aspect. Essentially, when applied to Pornography: The Musical, performativity helps explain the viewer's experience of the characters' various on-screen behaviours while singing or being interviewed, which determines the spectatorial understanding of the multiple, and at times incongruent, character identities embedded in the film text. Generated through the hybridisation of documentary and musical, this constant flow of multiple identities attributed to the same narrative character defies the notion of fixed 
Representation of Characters
The content analysis of a particular body of films representing the same social group can identify spectators' schematic understandings -that is held stereotypes -of that group, which are especially formed through the repeated portrayal of similar narrative scenarios. Furthermore, the episodes (as well as the characters' entire storylines) start and finish in medias res. Epilogue slates or questions about the characters' futures (staying in or getting out of the industry) are absent, as is the deliberate investigation into their past to uncover how they came to be in the porn industry, a further point of contrast to the aforementioned orthodox porn industry plots. Some characters do not even touch on the past, while others casually mention or hint at their reasons for being in the industry. Rachel, for example, says succinctly that she has always nurtured the fantasy, and now she is living it. Faye even picks up on the stereotype of trauma, expressing the belief that most people would assume that traumatic childhood events pushed her into porn, but in fact she was very shy as a child and did not start experimenting with sex until much later; she now regards it as a fulfilled pleasure. Kelly is the only one who extensively ponders over her past, but again with a good portion of self-irony, saying that her story is so clichéd that it is hardly worth telling. Her story is indeed experienced in a clichéd manner by the spectator in the film's very first musical act, in which Kelly sings about the stages of her progress in the industry, as her body becomes objectified and she realises the industry's lack of love and compassion, summarised by the refrain, 'Where is the heart?' Several characters do, of course, express views that recall the stereotypes mentioned earlier, such as Kelly's overall disillusion with, and Michelle's overall glorification of, the industry. Interestingly, however, through the film's perfor mativity, the epistemic nature of their testimonies means they depart from any 'factual recounting', as in Nichols's notion of performativity. Once the musical documentary genre is introduced to the audience, the factual veracity of the characters' oral testimonies is no longer a major element of spectatorial appraisal. More so, the characters are experienced as performing not just in front of but for the camera, the filmmaker and ultimately the audience. The overly clichéd musical rendition of Kelly's story of her past is a case in point. Her performance is genuine as a temporary performance, but it only reveals one particular identity of a character that is neither fixed nor veridical since it competes with other constructed identities. This exemplifies Pornography: The Musical's strategy of bypassing stereotypical portrayals. Each character performs at least two identities: one is constructed through the conventional documentary techniques of interviews and occasional fly-on-thewall inserts, the other through the techniques of music-video production.
The relationship between these two aesthetic modes is precarious and ambiguous. In terms of audience address, Richard Dyer argues that in film musicals the verisimilitudinous nature of the narrative contradicts the imaginary nature of the musical interludes. 16 In Pornography: The Musical this contradiction is even more pronounced, given the perceived factuality of the interview narratives. The musical interludes follow no apparent convention, but seem tailored to each unique char acter. They alternate between fantasies, flashbacks, flashforwards and everyday activities, and they appear at times contradictory, at times confirmatory, and at times ambiguous in relation to the narrative.
For example, in her interview, Karina states that she sees her porn web mistress occupation as a normal wage-generating job. However, in her musical performance, in which she enacts her web activities, the lyrics are underscored by dark, sinister music. Similarly, Rebekah testifies in her interview that she was meant to do what she does, she loves it and does not feel exploited; her music video, however, portrays her as purely a commodity for male pleasure. Some characters even perform multiple identities in each mode. For instance, Kelly is interviewed and filmed in different locations, including public, domestic and professional locations, and she has several musical scenes in which she performs different types of characters (Figure 1) . In the first, we even see her alongside her younger alter ego, played by a younger actress.
This juxtaposition of multiple identities is manifest not only through mise-en-scène
and body language, but also through the idiolect. Accounting for the particularity of a human being's distinctive and unique use of language, including tone, accent, pitch, word choice and phraseology, the idiolect is an essential element in the mediation of character subjectivity in Hill's films. 17 The characters' non-professional and often out-of-tune singing voices reveal the performative process by subverting the artifice of music videos; they also render the characters more individual and memorable. Their untuneful or mistimed singing suggests their complete lack of vocal abilities, each in their own particular way (the exception is Michelle, whose conventionally pleasing singing voice is in fact the least memorable). Hill himself has admitted in a Q&A that some characters in Although these reviewers have obviously not grasped the film's satirical dimension, their critique implicitly verifies Hill's own performative act of playfully fetishising pornography as a commodity. Therefore, the film can be seen to hold up a mirror to the audience's own consumption practices through a variety of aesthetic means, such as the use of low-budget yet flashy sets, hyperbolised and amateur ish performances, filming the camera filming the pornographic act (Figure 2 ) and revealing the fetishised (and fetishising) frame (Figure 3 ). This over-stylisation is typical for music videos and informs the embodied reception of metaphors. As Fahlenbrach asserts, the dense network of affective audio-visual stimuli that is immediately forced upon the spectator in music videos creates a basic physical and cognitive experience in which thematic associations are somatically felt rather than consciously processed. 30
Figure 2
The camera filming the camera filming the pornographic act.
Nichols confirms that performative documentaries do not address the spectator 'with commands or imperatives necessarily, but with a sense of emphatic engagement', turning the viewer, rather than the historical world, into the primary referent. 31 The inhibition of indexical concerns is aided by the characters' relative obscurity. As they are little known in the porn industry compared with more popular, visible or commercially successful names, the average spectator is bound to have no referential knowledge about the real-life characters, and thus no benchmarks against which the film's veracity could be evaluated.
Figure 3
The fetishised frame.
Conclusion
Performativity operates on multiple levels in Pornography: The Musical and is key to understanding the film's spectatorship in relation to the narrative and aesthetic depiction of the characters and its overt authorship. Performative acts revolve around the mediation of subjectivity and embodied experience, but their real nucleus is the sense of 'ambiguity'.
Ambiguity is a much-discussed theme in performativity theory and is especially relevant to 'gender-bending' performances that seek to overcome stereotypical gender binaries. 32 I have argued elsewhere that a general sense of ambiguity, not only in relation to the actual characters but also to the entire viewing experience, is conducive to overcoming the stereotypical expectations that frame spectatorship. 33 Pornography: The Musical is imbued with a plethora of ambiguities that respectively violate, overcome, blend, reflexively problematise and playfully exhibit orthodox binary opposites, most notably:
• playful style v. serious content For example, in Feltham Sings, which stylistically is almost identical to Pornography: The Musical, the singing can be seen as symbolising a desire for escapism, an expression of the dreams, desires and regrets of the young prison inmates. In Pornography: The Musical, however, the songs' themes and the 'candour' of the lyrics have to be taken with a pinch of salt, since it is 'just another' performance by the porn actresses who make a living out of role-playing. Nevertheless, it is exactly this ambiguity of expression that resonates with the topic of pornography and porn performances. This latent thematic layer is brought to the fore by Hill's aforementioned playful commodification of his own film as a parallel to porn films themselves, positioning the spectator in the embodied, and perhaps uncomfortable, position of a consumer. Feltham Sings and Hill's other films lack this thematic complexity and spectatorial address.
In any case, when challenging the binary definitions, schematic knowledge and totalised perceptions of sex workers, the film's ambiguity appears to be a prerequisite for overturning the perceived otherness of sex workers, who are them-selves marginalised through the perpetuation of stereotypes. The film's playful deconstruction of the fixed symbolic meanings permeating narrative formulas and social stereotypes is arguably a commentary on the documentary represen tation of human subjects in general.
